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THE "SINCERE HAND
AND FAITHFUL EYE"
OF
MARVELL'S
LAST INSTRUCTIONS
TO A PAINTER
Steven Minuk

ne of the distinctive features ofLast Instructions to a Painter is
ft

Marvell's innovative application of contemporary ideas in
natural philosophy to his satiric vision. References to Bacon,
Hooke, and Galileo in the poem illustrate that Marvell was familiar
enough with their ideas to skillfully integrate scientific discourses into the
poem's primarily political agenda. Composed at a time when Bacon's
"Great Instauration" appeared to be coming to fruition through the
experiments and investigations of the recently formed Royal Society, Last
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Instructions to a Painter dexterously achieves satire's "militant irony'" by
insinuating parallels between deception in nature and misrepresentation
in art. That Marvell should engage ideas in natural philosophy as an
aesthetic topos illustrates deeper issues about representation that were
reflected in the Royal Society's diverse membership of scientists, philoso
phers, and artisans. One of the founding members of the Royal Society,
John Evelyn, in fact made a short presentation to its members in 1662 on
the mechanics of engraving mezzotints: a printmaking technique using
roughened copper plates to produce images with velvety hues creating the
impression of depth. Evelyn subsequently published a treatise on the
history of chalcography, Sculptura, which is dedicated to Robert Boyle,
another Royal Society founder.^ The problems of representation,
historically philosophical and aesthetic questions, were now intimately
linked with natural philosophy's need to communicate accurately its
discoveries and its simultaneous recognition that the eye could bedeceived
by, of all agents, nature itself.^
Speculations on the deceptive properties of light, and provocative
observations of minute and distant worlds by Hooke and Galileo, are
important touchstones for Marvell's attacks on artistic misrepresentation,
attacks that are especially humorous because the medium for his message
draws on the Advice-to-a-Painter convention. Intersections of discourses
by Hooke and Galileo and Marvell's satirical text, examined here,illustrate
why ideas in natural philosophy could be appropriate models for literary
satire. Marvell dons the persona of the experimental philosopher^ and

^ Northrop Yiyt,Anatomy of Criticism (Princeton University Press, 1957), 223.
^ John Evelyn, Sculptura, ed. C. F. Bell, facsimile of the edition of 1662 (Oxford: Clarendon
Press, 1906).
^ For a detailed discussion of the emerging importance of representation for natural philosophers,
Science andtheVisual Imagein theEnlightenment, ed. William Shea (Massachusetts:Science
History Publications, 2000). The Royal Society's motto "Nullius in Verba" or "On the Words
of No One" reflects the centrality of seeing and experimentation in its charter.
^ The term "experimental philosophy" refers to the practice of natural philosophy that
emphasized experimentation as theprimary mode ofundcrstandingand modeling nature during
the seventeenth century.These historical terms have now been replaced by the term "science,"
which I sometimes use in this article, in addition to the terms "scientist," or "scientific," for
brevity.
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applies scientific findings as caveats against the deceptive properties of
propaganda—a strategy that inevitably becomes an indictment of the
Court itself as patron of those deceptions.® In Marvell's hand, these sci
entific advances provide a framework for "the shifting ambiguities and
complexities of unidealized existence"^ that are the basis of satire's critical
and moral impulses.
Marvell's reference to Robert Hooke's Micrographia initiates the
many jibes at Lady State's deceptive facades based on contemporary
advances in natural philosophy: "Or if to score out our compendious fame,
/ With Hooke, then, through the microscope take aim, / Where, like the
new comptroller, all men laugh / To see a tall louse brandish the white
staff (16-\9).Micrographia describes and illustrates observations Hooke
made with a microscope just two years before Marvell composed his Last
Instructions, including one which depicts a louse set against a human hair,
to which Marvell compares the Comptroller of the House brandishinghis
white staff. Hooke was made a Fellow of the fledgling Royal Society in
1664 and the treatise was published under the Society imprimatur. In his
dedication of the treatise to King Charles II, who was patron of the
Society,^ Hooke concludes that he wishes to "offer some of the least of all
visible things, to that Mighty King, that establisht an Empire over the best
of all Invisible things of this World, the Minds of Men."' Hooke creates
an analogy between invisible bodies and the intangible faculty of under-

^Joanna Picciotto also draws attention to the role of the experimental philosophy in Marvell's
Last Instructions in her "Literary and Scientific Experimentalism in Seventeenth- and Early
Eighteenth Century-England" (PhD dissertation. University of California, Berkeley, 1999). In
her analysis, she focuses specifically on Marvell's application of the lens as a satiric device for
exposure of the Court's debauchery and the Court's perversion of the experimental philosophy.
^ Frye, Anatomy of Criticism^ 223.
^ Though he was patron of the Society, Charles II was not impressed by its achievements. Pepys
recounts in his Diary how the King scoffed at its efforts "in weighing of ayre." Stephen Inwood,
TheMan Who Knew Too Much: The Strange and Inventive Life of Robert Hooke, 1635-1703
(London: Macmillan, 2002), 59.
® Robert Hooke, Micrographia, or some physiological descriptions of minute bodies made by
magnifying glasses with observations and inquiries thereunto, ed R. T. Gunter, ^csimile of the
edition of 1665 (New York: Dover Publications, 1961). All subsequent quotations are taken
from this edition. Signature numbers follow in brackets.
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standing, which lays the groundwork for his subsequent discussion of the
experimental philosophy in the preface. He implies that this method of
observation and inductive testing—a method originally championed by
the statesman Sir Francis Bacon in his Novum Organum in 1620—is the
most reliable method for understanding and envisioning the world.
Hooke's preface acts as a manifesto for the experimental philosophy
and an advertisement for his own wide-ranging discoveries and specula
tions, claiming that newly improved optical instruments in conjunction
with the experimental philosophy will help repair "the mischiefs, and
imperfection, mankind has drawn upon itself...by rectifying the operations
of the Sense, the Memory, and Reason" (sig. air). It is due in large part to
the frailties and corruptions of the senses and of memory, Hooke initially
argues, that reason is lead astray. "The two foundations being so deceivable, it is no wonder, that all of the succeeding works which we build upon
them of arguing, concluding, defining, judging, and all the other degrees
of Reason, are lyable to the same imperfection, being, at best, either vain,
or uncertain: So that the errors of the understandingare answerable to the
two other" (sig. a2r).
It is with the help of a "sincere Hand and a faithful Eye" that the
senses can "record the things themselves as they appear" (sig. blr) and the
reason can therefore be rehabilitated. Natural philosophy, he argues, must
return "to the plainness and the soundness of Observations on material
and obvious things." Before Hooke describes the fruit of his microscopic
observations, however, he points out that natural philosophy has been
hobbled by its rehance on philosophical methodology and its "invisible
Notions." Disclaiming the "infallible Deductions" and "certainty of
Axioms" of Aristotelian philosophy, Hooke maintains that these "stronger
Works of Wit and Imagination are above [his] weak Abilities" (sig. blv).
The goal of his method is merely to carefully observe rather than the
greater task of determining causes.
Though Hooke'smodel of observation assumes that the understand
ing is vulnerable to the defects of the senses and the memory, he also argues
that the understanding itself is subject to faulty operation. He enjoins
"mature deliberation," "strictness in comparing," and "slowness in
debating" (sig. b2v) to rectify the understanding's inherent imperfec-
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tions.' With these investigative criteria in place, the understanding can
properly order the senses' perceptions and the memory's storehouse of
experiences, as a "lawful Master, and not as a Tyrant" (sig. b2v). The
understanding must be alert to "irregularities of the Senses" (sig. b2v), but
it must neither preempt those experiences nor prevent their perceptions
from occurring. Similarly, the understanding must carefully discriminate
the memory's "bank" of experiences, being sure to distinguish "between
the sober and well collected heap, and the extravagant Ideas, and mistaken
Images" (sig. b2v) which it encounters there. The triad of understanding,
senses, and memory comprises a chain of interdependent faculties, which
Hooke likens to Harvey's circulation of blood through the body.
Hooke's manifesto for the experimental philosophy culminates in a
restatement of the Mechanical Philosophy, which is the logical outcome
of a method that banishes the "extravagant ideas" of metaphysical
speculation. Technological improvements in scientific instruments like the
microscope and telescope, he argues, now permit the experimental
philosopher to observe that "the effects of bodies, which have been
commonly attributed to [Locke's] Qualities...are performed by the small
Machines of Nature" (sig. giv), which could not be discerned without the
intervention of these optical devices.
In an ironical twist of fate, Hooke's initial apprenticeship, at the age
of thirteen, was in the studio of Peter Lely, who would later become
Charles's court painter and the object of Marvell's ridicule in the Last
Instructions. Hooke found the aroma of oils and varnishes irritating and
disliked the training regimen that consisted of adding backgrounds and
ornamentation to Lely's paintings.'" Leaving the studio for Westminster

'Marvell's formulation of the "responsible" writer in the Rehearsal Transpros'd employssimilar
terminology. He argues that a writer must be ''copious in matter> solid in reason, methodical in
the order of his work; and that the subject be wellchosen, the season well fix'd, and, to be short,
that his whole production be matur'd to sec the light by a just course of time, and judicious
deliberation." The Prose Worksof Andrew Marvell,tA.'M.2LTtmX^z&\iA.m\s and AnnabelPatterson
(New Haven: Yale University Press, 2003), 236.
Michael Cooper,"Hooke's Career" in London's Leonardo:The Life and Work of Robert Hooke,
ed. Jim Bennett, (Oxford: Oxford University Press, 2003), 1-62. Cooper speculates chat the
painter John Hoskins was a friend of Hooke'sfather and arranged to have Hooke apprentice in
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School and the tutelage of Dr. Richard Busby,he eventually distinguished
himself and matriculated at Christ Church, Oxford. Hooke's rejection of
artistic technique in favor of the burgeoning field of experimental
philosophy, however, merely resulted in his mastering a different form of
representation: scientific illustration. One of the outstanding features of
Micrographia is its wealth of precisely drawn, three-dimensional diagrams
of Hooke's microscopic observations. These illustrations show in
astonishing detail the microstructures on minute organs like a fly's eye and
were integral to his express project of improving memory and "committing
to writing things observed in natural operations." Hooke decries conven
tional methods of recording natural operations, which are "design'd more
for Ostentation then publique life," "set down very lamely and imper
fectly," and "hyperbolically extol" the biases of their recorders (sig. dlr).
Though the method of observation Hooke espouses demands an
honest cooperation between the eye and the hand, the new worlds
unveiled by the microscope reveal a problematic phenomenology that
challenges the understanding's role in grasping these novel images." Part
of the problem lay in the still-imperfect technology of the microscope
itself. An oil-light or sunlight illumination source meant that lighting
conditions fluctuated in the image field. Moreover, imperfections in early
versions of microscope lenses caused bands of color to appear on images
due to chromatic aberration in the glass. The other problem was perhaps
more profound. Hooke found it "exceeding difficult in some Objects to
distinguish between a prominency and a depression, between a shadow and
a black stain, or a reflection and a whiteness in colour" (sig. glr). The
unfamiliar topography of nature's micro-machinery presented new
challenges to an eye accustomed to visualizing objects on a human scale
and under more stable lighting conditions. "The Eyes of the Fly in one
kind of light appear almost like a Lattice, drill'd through with abundance
of small holes," Hooke remarks. But in the sunshine, they "look like a
Surface cover'd with golden Nails; in another posture, like a Surface

Lely*s studio.
" Christa Kncllwolf, 'Robert Hooke's Micrographia and the Aesthetics of Empiricism," The
Seventeenth Century 16 (2001): 177.
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cover'dwith Pyramids; in another with Cones" (sig. glr). These inconsis
tencies led Locke to dismiss Hooke's microscopic images as belonging to
a "different world" from the human one and therefore lacking commonsensical meaning.'^
Advances in natural philosophy had, however, begun to take notice
of related visual puzzles and attempt to elucidate them. The property of
light to change direction when passing into diflferent media, called
refraction, had been independently demonstrated and measured early in
the seventeenth century by Descartes; the Dutch scientist Snell; and the
British scientist, Harriot. Their models illustrated how substances like
water changed the direction of light passing into them, leading to the
illusion that objects immersed in them appear to bend. In his preface to
Micrographia,Hooke describes with characteristic precision an instrument
he has devised to measure such refractions—long wooden rulers hinged
together to form an X that could follow and measure the paths of light
beams through liquids''—allowinghim to quantify and record refraction
values for different media. I am "thereby inabled to make very accurate
Tables; several of which I have also experimentally made, and find, that
Oyl of Turpentine has a much greater Refraction then Spirit of Wine,
though it be lighter; and that Spirit of Wine has a greater Refraction than
Water, though it be lighter also" (sig. fir). Hooke refers to these discover
ies both to illustrate the usefulness of the experimental philosophy to
create technical distinctions with practical applications and to show that
natural philosophy is attempting to unravel the mysteries of nature's own
trompe I'oeil. One of Hooke's many projects was to improve the clarity
and magnifying power of compound lenses by filling them with different
clear liquids like water, turpentine, or alcohol.'^
The discrepancies between appearance and reality implied by
Hooke's observations of exotic surfaces on familiar objects, and the
apparent bending of objects immersed in liquids due to refraction, become
epistemological and moral yardsticks against which Marvell reveals the

'^Knellwolf. 192.
" Inwood, The Man Who Knew Too Much, 56.
" Inwood, 56,

10

1650-1850

deceptive surfaces of the Court's representations; for here we have a world
refracted through its own propaganda, a world where virtually nothing is
at it seems. Marvell not only parodies the Advice-to-a-Painter poetic
tradition by playfully casting doubt on the actual dimensions of the
painter's subject, Lady State, and the capacity of the painter to illustrate a
diminishing subject, but also graphically flouts contemporary conventions
for representation of kingship, poetry and painting. In the course of the
Last Instructions, the ideal of sacred kingship, the "modulation of voice
and response"" characteristic of verse satire, and the tenets defining the
"proper" subject and composition of painted images are each in
verted—transposing ideal representations of the Court, the Opposition
Party, and "heroes" of the Dutch Wars. While the experimental philoso
phy espouses faithful observation of nature, the conventions Marvell
discredits cling to outmoded idealizations, much like the Aristotelian
scholasticism Hooke dismisses in his treatise. Marvell undermines these
traditions by magnifying the Court's flaws to Brobdingnagian proportions
and observing the gap between those flaws and the Court's idealiza
tions—idealizations fully articulated in Waller's panegyric to Charles's
brother, the Duke of York, in his 1666 Instructions to a Painter, for the
Drawing of the Posture and Progress of His Majesty's Forces at Sea.
Marvell's medley of Court and Parliament subjects becomes, through this
process of satiric magnification and refraction, an eccentric cast of
characters of uncertain origin and dubious value, much like the famed
antiquary collection of the virtuoso—a subject of contemporary ridicule
in mainstream culture."
Marvell initially subverts the convention of sacred kingship by
exposing the corrupt and debauched state of the Court's inner circle and
Administration, followed by an extended description of Parliament's
dysfunctional battles over the Excise Tax—a critique, in effect, of the

Howard Wcinbroc, Eighteenth-Century Satire: Essays on Text and Contextfrom Dryden to
Peter Pindar (Cambridge: Cambridge University Press, 1988), 189.
Joseph Levine, Dr. Woodward's Shield: History, Science, and Satire in Augustan England
(Berkeley: University of California Press, 1977), 114.
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King's body politic.'^ The three caricatures that follow Lady State's cynical
portrait in the first stanza suggest that England's disrepair is personified in,
if not synonymous with, the actions of these courtiers and courtesans. One
critic has described Marvell's rendering of S t. Albans, the Duchess ofYork,
and Castlemaine as "gargoyles stuck onto the face of the [poem's]
edifice."'® Enjoining the painter to "paint" or "survey" these various
characters of the Court circle and administration, Marvell engages in an
act of acute political observation which illustrates that the ideal of sacred
kingship, namely that the body politic is distinct from the natural body,
has, on closer inspection, become a disgraceful farce:
Paint then St. Albans full of soup and gold.
The new court's pattern, stallion of the old.
Him neither wit nor courage did exalt.
But Fortune chose him for her pleasure salt.
Paint him with drayman's shoulder, butcher's mien,
Membered like mules, with elephantine chine.
Well he the title of St. Albans bore.
For Bacon never studied nature more. (29-36)"
Marvell's portrait of St. Albans, ambassador to the French Court at the
beginning of Charles II's reign, illustrates in sardonic detail Lady State's
decadence. In three of his initial caricatures, he begins with the command
"paint," suggesting that he is directing the eye of the painter to observe
specific visual details rather than conceive an abstract idea. This language
is also, of course, a parody of the Instruction-to-a-Painter discourse that

" For a detailed historical account of the dualism of the "body politic" and the "body natural"
in sacred kingship, see Ernst Kantorowicz, TheKing'sTwo Bodies:A Study ofMediaeval Political
Theology (Princeton; Princeton University Press, 1957).
Joseph Messina, "The Heroic Image \n Last Instructions to a Painter" Tercentenary Essays in
Honor of Andrew Marvell,ed. Kenneth Friedenreich (Connecticut: Archon Books, 1977), 299.
" Andrew Marvell, Last Instructions to a Painter, in Anthology of Poems on Affairs of State:
Augustan SatiricalVerse, 1660-1714, ed. George deF. Lord (New Haven: Yale University Press,
1975). All subsequent quotations are taken from this edition. Line numbers follow in
parentheses.
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Waller employs in his panegyric to Charles II, and the rhetoric of
contemporary instruction manuals for artists learning to draw such as
Drawing with the Pen (1606).^° Like one of Hooke's observa
tions, which change appearance depending on the light conditions or the
perspective of the observer, the ambassador to France is variously depicted
as an over-the-hill gigolo, a dolt, a coward, a mule, and a gold digger,
references, in part, to his rumored liaison and marriage with Queen
Henrietta Maria, and his reputation for lechery and gluttony. Marvell's
allusion to Sir Francis Bacon, another exponent of the experimental
philosophy, insinuates that members of the Court practice a corrupted
version of this philosophy. The "nature" St Albans has mastered is the art
of sexual exploitation. Similarly, Castlemaine, King Charles's aging
mistress, studies herself m a mirror, fearing the lackey she desires will
"scorn a woman once assayed," a pun on the term "assay" which here
means both to ravish and to experiment. Later in the satire, Marvell
delineates thedefeated Excise Tax as another perversion of the Court: the
result ofan incestuous union ofjohn Birch, the Auditor, and his daughter,
a female Harpy, an allusion to the birth of Death in the recently published
Paradise Lost.
The vitriol of these character assassinations brings to hght a further
convention that Marvell flouts in this satire: an even hand in its critique.
Though Marvell dons the persona of the experimental scientist, and
scrutinizes each of his subjects with scrupulous observation, his personal
agenda as a member of parliament for the Country Party inevitably
exaggerates the defects he exposes, impinging on his persona of objective
observer. In parodying the Advice-to-a-Painter convention, he compro
mises the satire's more serious messages with the outrageous medium of
the diminishing subject sitting for her inept painter. The "modulation of
voice and response" which Weinbrot argues are hallmarks in Dryden's and
Pope's synthesis of Horace and Juvenal are notably absent from Marvell's
screeching representations of a debauched court.^' If Marvell can be said

Norman Farmer, Poets and Visual Arts in Renaissance England (Austin: University of Texas
Press, 1984), 62.
A. B. Chambers, however, argues that Persius's derisive satires of Nero serve as a better example
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to transform the microscopic lens into a satiric device, then it is obvious
that this lens creates distortions reflecting the ethos of the politician
behind the scientist's "objective" mask."The satirist has to select absurdi
ties, and the act of selection is a moral act,"^^ not a disinterested act of
observation.
Dryden's claim mhis Discourse Concerningthe Original and Progress
of Satire thatJuvenalian satire observes a "Unity of Design" and "Unity of
Subject" that contemporary satire would do well to emulate^' is also
flouted in Marvell's satire, with its farrago of caricatures, parliamentary
drama, naval history, and monarchical envoys. On the other hand, more
recent criticism has questioned Dryden's attempt to place satire within the
context of literary canons and argued that satire is more properly "a mode
committed to the production of difference,"^^ a definition that focuses on
satire's objective of bringing discrepancies to light, which Marvell does in
the Last Instructions through his persona of the experimental philosopher.
Marvell's dismantling of conventions for sacred kingship and satirical
balance is far outdone, however, by his adroit manipulation of technical
and theoretical conventions in painting.^' Many readers of this satire have
noticed how he transforms the epic canvas envisioned by Waller's
encomium, based in part on Busenello's instructions to the painter Pietro

of Marvell's bombastic satire of the Caroline court than either Horace or Juvenal. See A. B.
Chambers, Andrew Marvell and Edmund Waller: Seventeenth-Century Praise and Restoration
Satire (State College: Pennsylvania State University Press, 1991).
^
Anatomy of Criticism, 224.
John Dryden, "A Discourse on the Original and Progress of Satire," The Critical and
Miscellaneous Works of John Dryden, ed. Edmond Malone (London: Baldwin and Son, 1800),
205.
Andrew McRac, Literature, Satire and the Early Stuart State (Cambridge: Cambridge
University Press, 2004), 3. McRae's definition of satire is based on Frederic Bogel's The
Difference SatireMakes: Rhetoricand ReadingfiromJonson to Byron (Ithaca: Cornell University
Press, 2001).
For a detailed account of theorieson poetryandpaintingrelevant to the aestheticsofMarvell's
satire, Annabel Patterson provides an excellent discussion of Leonardo da V\nc\sparagone and
Horace's ut poesis pictura dictum in her Marvell and the Civic Crown (Princeton: Princeton
University Press, 1978).
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Liberi, into a caricature drawing on traditions of the grotesque.^^ "In scale
and effect, caricature is theopposite of the heroic."^'' By cluttering together
his acerbic portraits of the Court with those of the Parliament and the
Battle of Lowestoft, Marvell breaches "both Horace's principles of
imagistic decorum stated in t]\cArsPoetica and the traditional practice of
grouping paintings on display according to genre."^^ The Duchess ofYork,
who had commissioned Sir Peter Lely to paint "The Windsor Beauties"
series^'—including, ironically, a portrait of Lady Denham, whom Marvell
insinuates she murdered in his satire—is especially singled out for abuse:
"Paint her with oyster lip and breath of fame, / Wide mouth that 'sparagus
may well proclaim; / With chanc'llor's belly and so large a rump, / There
(not behind the coach) her pages jump" (61-64). While in the earlier
Second Advice to a Painter, Marvell parodies the Duchess of York's visit to
Harwich with the image of Venus arriving to the shore of Cytherea on a
seashell, in the Last Instructions Marvell looks into the Duchess's "soft
breast" to observe "love's hid cancer" (line 74), a reference to the disease to
which she succumbed in 1671, and which, in the context of seventeenthcentury myths about cancer implies her sexual promiscuity and debauched
lifestyle.'"
The "sincere eye and faithful hand" that guides Marvell's penetrating
vision into the exotic universe of the Royal Court, a world hidden from
the public eye in part by the deceptions of its aesthetic facades, quickly
bores through these veneers as Marvell casts his gaze from all the corrupt

Farmer, Poets and Visual Arts, 63.
Farmer, 62.
" Olivia Tate, "Poetic Picture, Painted Poetry: A Study of Restoration Advice-to-a-Painter
Poems" (Ph.D. dissertation. New York University, New York, 1980), 118.
"Tate, 59.
For a detailed account of historical views on breast cancer, see James Olson, Bathsheba's
Breasts: Woman, Cancer and History (Baltimore; Johns Hopkins University Press, 2002).Olson
describes Queen Anne of Austria's agonizing death from breast cancer, in 1666, as well as
contemporary myths that this type of cancer was the result of a dissolute lifestyle.
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Figure 1: Spring 1573y by Giuseppe Arcimboldo.
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Figure 2: Frontispiece Showing Urania Distributing Astronomical Instruments to the
King of Portugal.
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members of the Court to the Parliamentary battle over the Excise Tax, to
the Battle of Lowestoft, and finally to King Charles II himself. The various
foci of this satire culminate in a vision of the "least of all visible things"
that Hooke refers to in his "Dedication to the King"\nMicrographia,"the
Minds of Men." Instructing the painter, as his parting act, to "paint last
the king and a dead shade of night, / Only dispersed by a weak taper's
light" (885-86), Marvell peers through a figurative microscope into the
troubled recesses of the King's sleepless mind. "Bright gleams that dart
along and glare" (887) suggest the chromatic aberrations of a lens, this
time emanating from the candle's reflection against the King's eyes. A
succession of images—a vision of Lady State in naked bondage and then
recoiling from the King's lecherous hand, the "pale ghosts" (917) of his
assassinated grandfather, Henry IV of France, and of his executed father.
King Charles I—climaxes in a series of revelations of Hyde's "disgrace,"
"untrue" Castlemaine, "false" Arlington, and Coventry "falser than
anyone." The image of his father whispering a message into the King's
ear—"who does cut his purse will cut his throat"—proves that forthright
observation can indeed be a tool for discovering truth, and that an accurate
memory is indeed a crucial element to the proper functioning of the
understanding and the senses, as Hooke insists.
Marvell's Envoy to the King, the cadenza of this satire, introduces,
however, a further variation on the theme of experimental observation: an
allusion to Galileo's observation of sunspots with his telescope:
So his bold tube man to the sun applied
And spots unknown to the bright star descried.
Showed they obscure him while too near they prease.
And seemed his courtiers, are but his disease.
Through optic trunk the planets seemed to hear.
And hurls them off e'er since in his career. (949-54)
The conceit of "spots unknown" on the sun's surface suggests that the
corruption of the King's natural body by his "diseased" courtiers is a
discovery made possible by the poem's novel method of experimental
observation. In the earlier reference to Charles's tormented mind, Marvell
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had suggested the infirmities of the King's body natural through his
insomnia and his abortive attempt to seduce a blindfolded and fettered
Lady State." Charles's vision of the "purple thread" (922) encircling his
executed father's neck is a more explicit reminder of the fragility of the
body natural. A survey of the King's "two bodies," initiated earlier with
Marvell's extended observation of England's corrupted body politic is now
complete. At the same time, the allusion to Galileo, points to another
seminal text, written somewhat earlier than Wookc s Micrographia, that
confronts entrenched ideals on a much larger scale: Galileo's History and
Demonstrations Concerning Sunspots and Their Phenomena, published in
1613 by the Academia dei Lincei, or the Lyncean Academy.This scientific
Academy was founded in 1603 by the aristocrat Frederico Cesi, near
Rome, and was named after the mythological Argonaut Lynceus who was
endowed with supernatural vision that allowed him to see through
surfaces.'^
Demonstrations Concerning Sunspots and Their Phenomena is an
epistolary correspondence between Galileo and the Jesuit astronomer
Christopher Scheiner that debates their observations of dark spots on the
sun's surface studied by means of the telescope. It is in Demonstrations
Concerning Sunspots that Galileo first openly affirms his approval of the
Copernican model of a heliocentric universe, also making this short
document an important touchstone in the history of science." Advances
in lens technology in the early seventeenth century allowed Galileo and
other astronomers to build telescopes with a magnifying power sufficient
to observe details on proximate planets and the sun not visible to the

Barbara Riebling» "England Deflowered and Unmanned. The Sexual Image of Politics in
MarvelPs Xast Instructions,"* Studies in English Literature 35 (1995): 151. Riebling also draws
attention to Rochester's "Satyre on Charles 11," which describes in graphic detail Charles's
declining sexual performance, for which Rochester was banished from the Court.
Other historiansargue that the
Academia deLinceiy which means "Academy of Lynxes,"
was selected because "the lynx could see in the dark and so could see what others could not."
Peter Machamer, introduction to The Cambridge Companion to Galileo (Cambridge:
Cambridge University Press, 1998), 20.
Stillman Drake, Galileo (New York: Farrar, Straus and Giroux, 1980), 54.
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naked eye. Scheiner argued that these spots were actually planets circling
the sun and merely appeared as spots on its surface when viewed by
telescope from the earth, an argument he made to defend the perfection
of Aristotelian and biblical models of the heavens, as a spot on the sun
would imply a type of defect or flaw. Galileo, based on observations he had
made carefully with his own telescope and his understanding of astronomi
cal motion and parallax, argued persuasively that these spots had to
actually be on the surface of the sun.
Christopher Scheiner did not disclose his identity to Galileo during
their correspondence. Seeking anonymity, Scheiner forwarded his ideas to
Galileo through a mutual acquaintance, Mark Welser, and wrote under
the pseudonym "Apelles." Apelles is the Court Painter to whom Marvell
alludes cynically in the Last Instructions when hecompares King Charles's
aging and unfaithful mistress, Castlemaine, to Alexander's legendary
mistress, Campaspe: "Ah, Painter, now could Alexander live,/ And this
Campaspe thee, Apelles give!" (103-4). Apelles's "role" in Demonstrations
Concerning Sunspots as a facade for Scheiner in his debate with Galileo
suggests interestingparallels to the tensions between artifice and deception
at the heart of Marvell's own satire.
Whether Marvell was familiar with Galileo's treatise on sunspots is
unclear;''* however, Galileo's monumental Dialogue on the Great World
Systems was translated into English by Thomas Salusbury and published
in England in 1661" and would have beenknown toMarvell. Like Hooke,
Galileo's principal role in the emergence of the Experimental Philosophy
was "his refusal to allow science to be guided any longer by philosophy."'^
Galileo composed almost all of his works in his native Italian, rather than
in the scholarly language of Latin, because he wanted to reach thebroadest
audience possible and to avoid the inherent obscurity of philosophical
(scholastic) discourse. Galileo's animus toward scholastic philosophy, like

Galileo composed this work in his native Italian, a language which Marvell understood. But
Demonstrations Concerning Sunspots was not translated into English until Stillman Drake's
translation and publication in 1957.
Drake, Galileo^ 1.
^ Drake, 83.
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that explicated by Hooke in his Micrographia, focuses on its sycophantic
reliance on ancient paradigms that remain willfully bhnd to new observa
tions:
They never wish to raise their eyes from those pages—as if this
, great book of the universe had been written to be read by
nobody but Aristotle, and his eyes had been destined to see for
all posterity. These fellows who subject themselves to such strict
laws put me in mind of certain capricious painters...who
represent a human face or something else by throwing together
now some agricultural implements, again some fruits, or perhaps
the flowers of this or that season.'^
The "certain capricious painters" Galileo refers to include the Italian
Mannerist painter, Giuseppe Arcimboldo [Figure 1]. Galileo's conflation
of Mannerist painting with scholastic philosophy suggests that each are
eccentric misrepresentations of the world, a theme that surfaces in
Marvell's re-rendering of Lely's court paintings as farcical grotesques.
Throughout History and Demonstrations Concerning Sunspots and Their
Phenomena, Galileo refers to the "masked" or "mysterious" Apelles. In
upholding the Aristotelian and biblical models of the universe, Scheiner,
as Apelles, represents artifice in its role of disguise and misrepresentation.
Galileo's close observations of sunspots permitted him to document their
progression across the sun's surface and conclude these spots were probably
clouds of gas that merely appeared dark because of the relative brilliance of
the solar surface. Scheiner's claim that these spots were in fact planets did
not hold up to physical reasoningand observation: these spots moved and
changed shape in a manner consistent with bodies of gas sitting on a
rotating sphere like the sun's surface. In asserting these propositions,
Galileo effectively turned thousands of years of dogma concerning the

Galileo Galilei,"History and Demonstrations Concerning Sunspots and Their Phenomena,"
in Discoveries and Opinions of Galileo, trans, and ed. Stillman Drake (New York: Doubleday,
1957), 127. Ail subsequent quotations arc taken from this edition. Page numbers follow in
parentheses.
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immutability of the heavens on its head. "We abase our own status too
much," claims Galileo, "when we attempt to learn from Aristotle that
which he neither knew nor could find out, rather than consult our own
senses and reason" (143).
Marvell's image of the "bold tube" descrying "unknown" spots on the
surface of the sun as a metaphor for the King's blemished court occurs
after he dismisses the painter, suggesting that scientific observation has
now supplanted artifice.^® Like Galileo, who concludes in his treatise that
"the sunspots are neither stars nor permanent materials...and [are]
dissolved upon it in a manner not unlike that of clouds and vapors on the
earth" (143), Marvell makes a series of conclusions about the King's
courtiers based on the satire's quasi-scientific hypothesis that the Court is
corrupt; they obscure rather than illuminate and enfeeble rather than
empower.
The lines "Through optic trunk the planets seemed to hear,/ And
hurls them off e'er since his career" (953-54) are somewhat puzzling. The
word "career" did not acquire its meaning of a profession or "progress
through life" until approximately 1803, whereas the OED records the
meaning of "the course of the sun or a star through the heavens"^'
repeatedly throughout the sixteenth and seventeenth centuries, a more
sensible choice, given that Marvell has compared Charles to the sun.
Marvell's reference to an "optic trunk" is also perplexing. Though
Picciotto argues that Marvell means "optic nerve" and speculates that
Charles now hears Marvell's call for reform through his eye,^" it seems
more likely that "optic trunk" merely means a telescope, since "trunk"
appears frequently in the seventeenth century in this context.^' One

Annabel Patterson, Marvell: The Writer in PublicLife (Harlow:Pearson Education Limited,
2000), 103.
Oxford English Dictionary Online, s.v. "Career," http://dictionary.oed.com/cgi/entry/
00033429?query_type=word&queryword=career&edition=2e&first=l&max_to_show=10
&sort_type=aIpha&result_pIace=l&search_id=RXoM-MH3oYt-4236&hilite=00033429
(accessed August 20, 2004).
Picciotto, "Literary and Scientific Experimentalism," 403.
Oxford English Dictionary Online, s.v. "Trunk," http://dictionary.oed.com/cgi/entry/
00259083 ?query_ type=word&queryword=trunk&edition=2e&first= l&max_to_show=10
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interpretation, then, is that Marvell imagines Charles peering through a
telescope and perceiving (hence "seems to hear") the pure music of the
heavenly spheres, in essence a new ideal for himself, leading him to cast off
the imperfections of his own sunspots (courtiers and courtesans) in his
daily affairs. Lord Clarendon's flight from England and impeachment
subsequent to circulation of Marvell's satire exemplifies this transforma
tion.
Marvell concludes his Galilean conceit by advising Charles to "blame
not the Muse that brought those spots to sight,/ Which, in your splendor
hid, corrode your light." (957-58). While "the Muse" could refer to "this
poem" or "this vision," Marvell might also be alluding to the Muse of
astronomy, Urania. Images of Urania were commonplace as frontispieces
for astronomical treatises in the seventeenth through nineteenth
centurics.^^ Figure 2 illustrates one such frontispiece from a Portuguese
text published in 1728 by Francesco Bianchini. The illustration depicts a
young woman handing an astronomical instrument to the image of the
King of Portugal with compasses, a sheet of calculations, and a telescope
at her feet.
Marvell's application of representational controversies in natural
philosophy to political satire is testament to his genius for innovation
within the Advice-to-a-Painter tradition. The role of the poet as public
guardian rather than court window dresser emerges as a noblesse oblige. As
in his earlier satire, "Tom May's
Last Instructions illustrates the
poet's duty to place the "abstract and enduring structures of the law"^'
above the Monarchy's whims. Marvell's adroit application of contempo
rary natural laws ensures that the Court's aesthetic pretensions are
balanced against "the sincere hand and the faithful eye" of his patriotic
vision.

&sort_typc=alpha&result__place=l&search_id=sRXoM-jAeQyk-4253&hilite=00259083
(accessed August 20,2004).
Biblioteca del Dipartimento di Astronomia, "Urania in Astronomical Iconography,"
www.bo.astro.it/'»'biblio/VuItus-Uraniae/Face_cap4Lhtml (accessed August 10,2004).
McRae, Literature, Satire, and the Early Stuart State, 223.

